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Compositions of German musicians in Japan from 1872 to 1945

Irene SUCHY (Wien)

Introduction

The introduction of European art music in Japan has been chosen as a case study on
cultural transference. Complementary to existing studies that have dealt with institutions or
single Japancse composers, this paper is based on the research on a group of musicians who
played a signiflicant role in the process of cultural transference up to 1945, In particular,
musicians who received their education in German-speaking societies composed the largest
documentated group of foreign musicians in Japan, This paper deals with German musicians
who worked for the official music-import at national institutions as well as with those who
formed an inofficial stream by working apart from national schools. During the time-period
1872 to 1945, Japan idealized Germany strongly,

Objectives

Analyzing the activities of German musicians in Japan they were expected o
a) introduce European art music to Japan;

b) "o make new Japanese music”. (GEIDAI: 93)

The latter one proved to be a problem of musical synthesis which Japanese and forcign
musicians shared. The five approaches towards a solution can be seen as ascending sieps
towards an appreciative understanding of Japanese culture, roughly corresponding with
ascending time periods.

Group 1: Compositions without any connection Lo the Japanese environment;
Group 2: Arrangements of Japanese melodies;

Group 3: Compositions based on Japancse tonal material;

Group 4: Compositions basced on westernized Japanese melodies;

Group 5: Compositions bascd on Japancse impressions and literature,

The five calegories reflect the levels of weslernization Japanese composers wenl
through. Additionally to musical analysis, the compositions have been examined in regard 1o
— their contemporary socio-cultural origin;
= the positions of the composers in Japanese socicty;

— their acceptance and function in Japancse society.

Group 1: Compositions without any conncction to the Japanese environment

a)

Josef LASKA
Reichsmarsch zum 1. Uhu-Baumfest der Kobea Japonica 1927. (Autograph in Vienna
National Library)
March No.3 for the Graduations Ceremony of the Kébe College 1932, (Autograph in
Bruckner-Conservalory, Linz)

Karl VOGT

Lieder aus 1915. Prisoner Camp Band(: 1915,
Valerliindisches Lied (Patriotic song)
Kein schéiner Tod ist in der Well (No beautiful death in this world)
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Soldatenbraut (Soldier's bride)

Lieder. Prisoner Camp Bandd: undated.
Sehnsucht (Nostalgia)
Ankunft (Arrival)
Geige am Abend (Violin at night)
Des Gefangenen Lied (Prisoner's song)

Emst PUTSCHER
27 Clerical and other Songs

4 Cantatas (Auotographs in Kagoshima University)
b)
Heinrich WERKMEISTER
Suite d-Moll for violoncello with piano-accompaniment. Berlin: Ries und Erler, 1925.

Kompositionen for violoncello with piano-gccompaniment. Berlin: Ries und Erler,
1925.

Emst PUTSCHER
Collection of piano-pieces. TOkyd: Zen-on, 1978,

Sonatas for violin, organ and piano. (Autographs in Kagoshima University)

c)

Rudolf DITTRICH
Kenpd happu no wta (Anthem on the declaration of the Constitution) in: Shuku Nihon
Saifitsu Shoka, Tokyd: Tohykd Ongaku Gakkd, 1904,

Franz ECKERT
Trauermarsch "Kanashimi no kiwami" 1897. (Emperor's funcral march) (Autograph in
Tokyd Police Archives)

Picces for brassband (autographs in the Academy of Fine Ars, Toykd.):
Souvenir de Tokye, undated.

Fest-quadrille, undated.

Potpourri: Gaudeamus igitur, undated,

The largest group of compositions are without any connection to the host-country.
The majority of composers chose to avoid the problem of musical synthesis and wrote mostly
romantic style music at the level of highly advanced pupils. This reflects the starting point of
Japanese composers. The German composers’ reservations about Japanese music were caused
by
— the wish to avoid the problem;
— their profound knowledge of 19th century German music theory which they had received

in the centers of musical education such as Vienna and Berlin;

= expeclations of their Japanese environment.

With regard to its function, music hiding its Japancse orgin can be secen as:
a) means of distinction, of stressing difference;
b} didactic pieces for instrumentalists;
c) written for Japanese purposcs.
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a)} German prisoners of World War 1 in the prisoner camps of Bandd and Kurume satisficd
their patriotic feelings not only by performing Beethoven's Ninth symphony, but also by
compositions like Patrietic song, No beautiful death in this world or Soldiers bride by Karl
Vogt (1884-1960). As an example for a composition for an exclusive society, Laska
(1886-1964)'s Reichsmarsch for the Kobea Japonica, a German speaking international
socicty can be noted.

b} In the beginning of Japanese education in European art music, study material was difficult
to obtain. To cope with the shortage of notes the German teachers wrote their own music.
This was the case with Heinrich Werkmeister (1883-1936), Japan's [irst cello teacher.

¢} After the Meiji Restoration, European music was forcedly built up as a symbol of the new
social elite — primarily on two occasions: dance parties at the famous rokumeikan and
military parades (Tanaka: 136). The Germans consequently wrote a quadrille,
arrangements of waltzes and other dance and marches for brass bands. One of them gained
high status: Franz Eckert (1852-1916) composed the Emperor's funeral march Kanashimi
no Kiwami (1897), a sacred piece not allowed to be copied, written down or even listened
to except on such solemn occasions as in 1989,

Group 2: Arrangements of Japanese melodies

V. HOLTZ
Japanische Lieder, (Japancse songs) Mitlcilungen der Deutschen Gesellschaft fiir die
Natur-und Vilkerkunde Ostasiens [/ 3;13-14, 1/ 4:45-47, Yokohama 1973-1876. I,
2(:423-428, Yokohama 1876-1880.

Franz ECKERT
Kimi ga yo. 1880. National Anthem.

Japanische Lieder, (Japanese songs) Mitteilungen der Deutschen Gesellschaft fiir dic
Natur-und Vilkerkunde Ostasiens IT: 423-428, Yokohama 1876-1880.

Rudolf DITTRICH
Nippon gakufu 1. Sechs japanische Volkslicder gesammelt und fiir das Klavier
bearbeitet. ("Six Japanese popular songs” collected and arranged for the pianoforte)
Leipzig: Breitkopf und Hirtel, 1894,

Nippon gakufu 2. Zehn japanische Volkslieder gesammelt und fiir das Klavier
bearbeitet. ("Ten Japanese songs” collected and arranged for the pianoforie) Leipzig:
Breitkopf und Hirtel, 1895,

Rakubai. Fallende Pflaumenbliten. Japanisches Lied mit Koto fiir Klavier bearbeitel,
(Falling plum blossoms. Japanese song with koto arranged for piano) Leipzig:
Breitkopf und Hirtel, 1894,

Konju raku. (Schlangentanz — Snake dance) Butoku raku. Zwei altklassisch
chinesische Tanzmelodien aus dem Repertoire der kaiserlichen Palastkapelle. (Two
old-classical Chinese melodies from the repertory of the Emperor's court music) Wien:
Josef Eberle, undated.

Tekona-Marsch aus durchweps original-japanischen, perstinlich gesammelten Motiven
und Liedern zusammengestellt. (Tekona-March consisting of original Japanese
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motives, personally collected by) Wien: Josef Eberle, undated [1904]

Yoi! Marsch aus durchwegs original-japanischen, perstnlich gesammelten Motiven
und Liedern. (Yoi! March consisting of original Japancse motives, personally collected
by) Wien: Josel Eberle, undated,

Emst PUTSCHER

Klaviervariationen fiber Sakura-Sakura (Varialions on Sakura-Sakura) op.62, 1931,
Tokyd: Zen-on, 1978.

Josef LASKA

Japanische Melodien. (Japancse melodies) 1. Heft 1929, 2. Heft 1931. Berlin: Ries
und Erler, O. J.

Etenraku for piano and flute. undated. (Autograph in Vienna National Library)

As a first auempl at gelting into contact with the foreign musical environment, German
composers, in all positions, began to arrange Japanese melodies. Before the turn of the
century, composers such as Dittrich and Eckert did not go beyond this kind of approach. For
Laska, this was only a preparatory step for further studies. Although the melodies are of
Japanese origin, Western and Eastern art are not treated as equals. European instrumentation
such as brassband, piano and violin, lied forms and simple thythmical structures, dominate
the pieces. The melodies have been transformed to fit into 4 or 8 measure schemes and
harmonized according to classic-romantic principles. This music is the practical adaptation
of research into Japanese music by Germans and Japanese musicians: "to make [Japanese]
melodies acceptable to European music lovers by arranging in a European style —
polyphony, harmony, free piano-part” (Dittrich:376). Although caught in his ethnocentric
view, Dittrich recognized "that we must not harmonize the music of other times and cultures
which is based on anything other than major-minor scales according te our schema.
Definitely, this view on art has not yet succeeded” he admitted (Dittrich:390). In spite of this
understanding he "could not resist the temptation” — and his employer's orders — 10 arrange
the melodies. By his arangements, the artistic director of the Academy, Rudolf Dittrich,
helped to set a standard for editing Japanese music in Western notation. This is illustrated by
the close connection between Ditirich's arrangements and the Sdkyoku shi (Collection of
Japanese koto music) whose first volume was published in 1888 by the Cultural Ministry.
Two songs of the Nippon gakufu 2 — Himematsu (Young pine tree) and Hanakurabe (The
union of the blossoms) and Rakubai are melodically identical with the versions in the koio-
collection. Jugedd by stylistic homogenity, those three arrangements set the standard for the
remaining songs whose writlen sources have not been identified. Interpreted by their function
those arrangements are;

a) souvenirs for the home country,
b) music according to the intentions of the host country,

a) Printed in Germany, compositions based on Japanese melodies lunctioned as "souvenirs”
— as Dittrich's Nippon gakufu which influenced Puccini. "In order to find new blood 10
be injected” (Tanabe: 5) composers in Europe based their musical exotism on such
arrangements. The exotic element — reinforced by beautifully designed covers and
explanation — was an additive element of attraction for editors and customers.

b} Although Japanese music was treated from the viewpoint of European superiority, Japan
did not hesitate 1o use the arrangements for national purposes. A popular example 1s the





















